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Statement of the Thesis Proposal
I intend to paint in a more representational
manner and incorporate this with my abstractions
in the hope of discerning what the limitations
are that I feel exist in my present work.

I would like to describe briefly the two quarters
of painting previous to this undertaking in an
attempt to clarify, to myself and to those who
will view this series of paintings, the purpose of
my thesis and the direction in which it has led me.
A very real interest in the surfaces of old walls;
weathered, paint spattered, and covered with the
scratches and scribbles of years, had sustained me
over two years of painting. I felt confident as I
continued to paint these abstractions based on graf-
fitti and wall surfaces, that my approach was honest
and would enable me to grow as a painter.
I began to question what I was doing, however, soon
after this year started. As each canvas became
easier to complete, each solution began to resemble
the previous one. I doubted more and more the
validity of the direction my work was taking. More
than that, I wondered if I might not be standing
still. The paintings themselves were, I believe,
well executed technically and difficult to criticize
because of their abstract nature and my own reluct
ance to pin myself down.
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Throughout the winter quarter I painted still-
lifes in the hope that a return to painting
"real"
objects in a representational manner might suggest
a way to overcome the limitations that I felt ex
isted in my earlier abstractions. My aim was to
enlarge my vocabulary of shapes and forms, and
incorporate them with what I felt to be the strong-
est aspects of my "wall
paintings."
My work at this time was, for the most part, unsuc
cessful. I resolved very few canvases. This was
due, at least in part, to a lack of resolution.
There was nothing in me or my work that suggested a
direction at this time. I think, too, that the size
of the canvases I selected to work on
(15"
x 15"),
as another means of breaking with what I had been
doing, was working against me. At first, I enjoyed
the change in scale from large to small, but found
that I could not view these pieces as serious ef
forts. For me, they represented little more than
sketches or studies. Perhaps, then, size will be
a factor in my work. I have found, at least for




As I began the actual work on the series of paint
ings that would comprise my thesis, some not en
tirely conscious images were already taking form.
The Winter quarter, then, it seemed had generated
something.
I started working back into five or six of the small
uncompleted canvases from the previous quarter, iso
lating areas, shapes and forms, in terms of still-
life imagery. Up to this point I had utilized vases
of flowers, bottles, fruit and tables, only as ele
ments in a more or less traditional still-life comp
osition. By isolating these objects with large areas
of flat color, I hoped to disassociate them with their
environment and stress their importance as forms and
shapes. There were two results in my doing this.
The selection and isolation of shapes in what was,
at first, a random pattern over the canvas, eventually
led to an organized break up of the total areas of
later canvases. This break up of the picture plane,
involved the positioning of subject matter in areas
incongruous to one another in the traditional sense.
This is not as evident In the top painting on the
opposite page, the first larger canvas
(31
x 31)
I attempted In over ten weeks, as it is in the one
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below, which followed immediately. It was, by this
time, beginning to work, not only as a disturbing
element, evoking a feeling of pleasant agitation,
but was compatible with the hard and soft shapes
that were beginning to evolve from the still-life.
The evolution of at least one shape that I had not
possessed before is the second result o,f my work on
the small canvases. The same two paintings on the
opposite page will illustrate the final state of the
vase of flowers (top), and its transition into the
tree image (bottom), used throughout the rest of
the series.
The two shapes were very suggestive of one another.
I selected to work with the tree because it was
more organic. It would offer more possibilities
for change; and submit to them as readily on canvas
as it does to the sun, the wind, and the change of
seasons. Perhaps I chose to work with trees be
cause, in this way, they are like old walls. The
walls, too, submit to the changes wrought by the
elements and man. Their beauty is also derived from
this change. They are, in a sense, organic too.
'.-'.M
In an effort to contain the fluid nature of the
tree shapes I was now working with, I introduced
a number of hard edges or lines. With these, I
hoped to stabilize the image, and create a balance
by playing one off the other. I made extensive
use of this combination in the rest of the paint
ings of the series beginning with the example on
the opposite page. In this same painti-ng I iso
lated an entire area in a rectangle. In the fol
lowing paintings, I utilized these rectangles to
create an illusion of shallow space by enclosing
simple landscapes within the area. I think I did
this to place the images in a definite spatial
relationship with the negative areas that sur
rounded them. Up to this time the negative areas
could be interpreted as deep space or a flat
plane upon which the tree images are lying. My
concern, at this time, is not so much with space,
as with the two-dimensional surface of the canvas.
I wanted to establish an area dealing with space
to eliminate the necessity of myself and others
doing so in the remaining areas of the canvas.
The rectangle or square acts as a window, perhaps,









Because of my present lack of concern for space,
however, I made no extensive effort to deal with
it. I think it will eventually be eliminated from
my work if this lack of concern is real and remains,
As the paintings opposite will show, I soon dis
carded the idea of a "window", and extended the
landscape segments beyond the rectangle or cut
into them to break them up. They became no longer
views from windows, but cross-section slices, in
cluding sky, lying along with all other elements,
on the surface of my canvas.
The last two paintings show the hard-edge lines
in a state of transition too. Whereas, in most
previous works, their only function was to act as
a balance for the free, loosely handled trees and
landscape segments, they begin to suggest more.
The example on the bottom of the opposite page
shows the line moving across the page in a rhy
thmic, wave-like motion. It may merely refer to
the contour of a landscape. It may be a road,
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which also describes, and is a part of a land
scape.
...many artists. .insist on the validity of
their awareness in the creative act - yet,
art history has consistently decided upon
the virtues of a work of art through con
siderations completely divorced from the
rationalized explanations of the
artist." 1
"in the creative act, the artist *goes from
intention to realization through a chain of
totally subjective reactions. His struggle
toward realization is a series of efforts,
pains, satisfactions, refusals, decisions,
which also cannot and must not be fully self-
conscious, at least on the esthetic plane.
The result of this struggle is a dif
ference between the intention and its real
ization, a difference which the artist is
not aware
of." 2
If I were asked at this time, to explain my concepts
concerning the direction my has taken with
in the short span of time devoted to my thesis, I
am afraid I would be hard pressed to articulate on
more than the visual evolution of forms from one
painting to the next in the series. Any attempt
to do more would be, I feel, a "rationalized ex
planation,"
as Marcel Duchamp describes it. I
feel that there are reasons for my actions and my
decisions when I paint. They are consistent aad
continue to develop, but are, as yet, unclear to
VIII
to me. I think that if there is meaning behind
what I do, beyond the pleasure of the physical
act, beyond the love for paint and the manipula
tion of paint, beyond a concern for surface quality
and color, then it will develop as I do.
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